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Boston University School of Music 
Opera Theatre 
presents 
IJEGIS10 
by Francesco Cavalli 
Libretto by Giovanni Faustini 
English version by Geoffrey Dunn 
Performing edition realized by Raymond Leppard 
Directed and Choreographed by John Haber 
Music Direction by Warren George Wilson 
Set Designed by Susan Jircik 
Costumes Designed by Susan Muick 
Lighting Designed by Michael DiBlasi 
8 P.M. 
ThursdaY, March 29 
and Saturday, March 31 
Used by arrangement with G. Schirmer, Inc ., agents for Faber Music , Ltd. 
SYNOPSIS OF SCENES 
The action takes place in Heaven and Zakinthos, 
an island in the Ionian Sea. 
PROLOGUE 
ACTI 
Scene 1 
Scene 2 
ACT II 
Scene 1 
Scene 2 
ACTID 
Scene 1 
Scene 2 
Scene 3 
Heaven 
A Woodland by the ocean 
Mount Olympus 
-10 minute intermission-
The Woodland 
Erebus, on the banks of the River Styx 
-10 minut e intermission-
The Woodland 
Ipparcd s palace 
Heaven 
CAST 
(in order of appearance) 
Night Daniel Pantano 
Dawn Kathryn Carlson 
Soo Yeon Kim 
Glori, in love with Lidio Karen Nestvold 
Marilyn Struckmeyer 
Lidio, in love with Glori Jenny Fitz 
Marjorie McDermott 
Egisto, descendant of Apollo ; Ross Price 
in love with Glori 
Climene, lpparco's sister Kimberly Parsons 
Lynn Toigove 
lpparco, Prince of Zakinthos; Richard Benefield 
in love with Glori 
Dema , lpparco's old nursemaid William Cutter 
Bellezza (Beauty) Anita Ashur 
Volupia (Voluptuousness) Deborah Hood 
Love Rhea Stone 
Venus Mary Ann Landsverk 
Sue Ann Stutheit 
Semele Kathryn Carlson 
Ladies who died Soo Yeon Kim 
for love { Pbedro Mary Ann Landsverk 
Dido Deborah Hood 
Hero Sue Ann Stutheit 
Apollo Brett Johnson 
The Four Hours Ann Brundred 
Mary Louise Cannon 
Kathryn Komidar 
Emily Raymer 
ORCHESTRA 
VIOLIN I 
Danielle Maddon 
Darrow White 
Craig Reiss 
Brenda Crawford 
VIOLIN II 
Paula Flatow 
Susanne Garber 
Allegra Tortolano 
Kathy Lake 
VIOLA 
David Allcott 
Paul Swantek 
Nancy Richardson 
Joel Kaatrud 
CELLO 
Anne Sellitti 
Elyssa Gilmar 
BASS 
Ed Randles 
FLUTE 
Barbara Brannan 
Steven Critelli 
OBOE 
Disa 'English 
Lyndon Moors 
ENGLISH HORN 
Ann Rosandich 
BASSOONS 
Dan Phipps 
Angela Capps 
CONTINUOI 
Shann Jacobsen-Wood, harpsichord 
John Buckley, cello 
David Sinclair, bass 
CONTINUO II 
Louise Costigan, harpsichord 
William Rounds, cello 
Christopher Coombs, bass 
CONTINUOill 
George Stubbs, cello 
FLUE ORGAN 
Gary Davison 
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A Note from the Director about "Twentieth Century Baroque " 
Among the most fascinating and elusive works that comprise the 400 year history of opera 
are the remarkable operas created in 17th Century Venice . Unique in almost every way, 
these earliest of operas present a number of challenges to modem productions which seem 
almost insurmountable at first glance. 
Some of these are challenges are financial . Only in our movies can we afford to recreate 
the physical productions which had machines on which SO people could fly, and such things 
as Gods, flying chariots and volcanic eruptions as co=onplace . Even in the most utopian 
of professional circumstances, it would take years of planning and more vast sums of money 
to convene and rehearse the few singers and instrumentalists who are actually trained in 
the style and performance of 17th Century instruments and music. And finally there is 
the unique musical obstacle which th ese works present: the manuscripts exist with little 
more than the vocal line and bass lin e and practically no orchestration, dynamics, tempo 
markings or other interpretive guides. We know that the performances were improvised 
from this score, much like jazz performances of our day, but within our limitations of time 
and budget how do we bring these works to life? 
Ideally, of course, we should go to Venice together, and interpret the manuscript, which 
I personally think a wonderful idea. However, th e more practical answer that we have used 
in this century is to rely on a published version which has been realized by a scholar of 
the music of the Baroque. As soon as these scores are realized by anyone, be it Raymond 
Leppard or Nicholas Harnancourt, decisions are made which necessarily change the works. 
As an example of how radically these decisions can affect the works, consider the differences 
between Mr. Hamancourt's and Mr. Leppard's recorded versions of Monteverdi's I:Incorona -
zione di Poppea, or th e difference between a performance of a jazz standard by Stan Kenton 
or Duke Ellington. Often , the result becomes more a reflection of the interpreter than the 
original composer , and in the case of L'Egisto, of which Mr. Leppard's is the only published 
version , this is very much the case . 
While acknowledging our debt to Mr. Leppard's scholarship, theatricality , and love for 
the material, and the practicalities of orchestral rehearsals in a 20th Century university, 
what you will hear tonight represents our attempt to strip away some of the decisions which 
we feel obscure Cavalli 's intention and the muscular, spontaneity of the work. Thus you 
will hear a simplification of the scored continuo parts, a freeing of much of the recitative 
from the constraints placed on it in this version , a considerable re-translation and largely 
different ornaments , most of which have been created improvisationally by the performers 
themselves . 
Since we are performing on 20th Century instruments , even with our more "authentic" 
approach, what you will hear is only evocative of the Baroque . And so, too, tonight 's physical 
production is realized in 20th Century term s and is in no way an attempt to recreate the 
past. The aforementioned financial matters aside, there is another pitfall with "authentic'' 
productions, and that is, that if we were able to recreate them , we as audience would be 
so overwhelmed by the visuals that we would scarcely hear a note, whereas in Venice it 
was expec ted , like car chases in "Smokey and the Bandit! ' The spectacle and the music 
were assumed to go together . In fact, I believe that going to the opera in Venice was as much 
like going to the movies, and perhaps going dancing , as any comparable 20th Century experi-
ence, and although there is much profound and deep material in these works, they were 
intended primarily as fabulous entertainment for a merchant class , cosmopolitan , paying 
audience. In our day, the world in which reality, myth, low comedy, tragedy, clowns, showgirls 
and visual delights are so effortlessly intermingled, found similarly popular expression in 
the stage and screen musicals of the 1930s, 40s and S0s, and especially in th e movies. And 
so, what we invite you to enjoy tonight is the result of our explorations into both the essence 
of Cavalli and the similarities that we perceive between I:Egistoand those movies. We present 
therefore , not a history lesson , but a version of the feel and impact of what may have greeted 
the audience when the work was new, and a demonstration, not of how remarkably strange 
and exotic it was to live in Venice, but of how remarkably strange and wonderful it is that 
we share so many of the same sensibili ties as did its creators and audience. 
-John Haber 
CAVALLI AND EGISW 
Francesco Cavalli (born Francesco Caletti, 1602; died 1676) was certainly one of the greatest 
Italian composers of the central years of the 17th century. He began his musical career in 
1616 as a singer in the capella at St. Mark's in Venice, where he was probably trained by 
Claudio Monteverdi , and subsequently gained a position as second organist there . Cavalli 
began composing operas in 1639, just two years after opera had been established as a public 
spectacle for paying audiences-as opposed to a private entertainment for the aristocracy-at 
Venice's Teatro San Cassiano . Composing and investing in opera were highly speculative 
ventures in these early years of the genre's history. Perhap s Cavalli was willing to take the 
risk because he had just married a wealthy widow, Maria Sozomeno, who brought with 
her a dowry of 1200 ducats! 
All this notwithstanding , Cavalli produced eight operas within the next decade, among 
them his most popular works : Egisto (1643), Ormindo (1644), and Giasone (1649). Most 
of his opera from this period were set to texts by the brilliant young poet , Giovanni Faustini. 
During the 1650's Cavalli continued to write operas for Venice's principal theatres , and over-
saw a performance of Monteverdi's L'incoronazione di fuppeain Naples (1651). The culmina -
tion of his career came in 1660, when he was invi ted to Paris by the French Prime Minister , 
the italophile Cardinal Mazarin. Cavalli produced an opera on the grandest scale; his Ercole 
amante , replete with ballets by Lully in which the king and his courtiers participat ed, lasted 
a full six hours . He returned to Venice in 1662 to resume his positi on as organist at St. Mark's, 
and spent most of his last years composing church music . 
While Cavalli led a remarkably active musical life as a singer, composer, and organist , 
he is best remembered for his nearly 30 operas, of which Egisto was one of his most endur-
ingly popular . First performed during the 1643 Carnival season at the San Cassiano, and 
set to a Faustini text, Egisto was revived no less than ten time s in Cavalli's lifetime. Its 
popularity is not surprising, for it shows us Cavalli at his best- as a consummate lyricist 
and dramatist . 
Cavalli's dramatic powers are best evidenced in recitatives, which occupy extended 
stretches in the Egisto score. Recitative, for Cavalli, was never a perfunctory affair; hi s 
recitative was more in the intensely expressive, Monteverdian idiom. Indeed , one of the 
highpoints of the opera is Egistds mad scene, delivered entirely in recitative. Cavalli projects 
Egistds madness through an angular, at times tortured vocal line, sharp dissonances , and 
abrupt alternations between agitato repeated-note figures in the strings (the stile concitato 
of Monteverdi) and pedal points . Egisto appears just as moving as Handel's ins ane Orlando 
(and perhaps Faustini had Ariostds Orlando in mind when he wrote the Egisto libretto) 
or Donizetti's Lucia. 
Cavalli set strophic poetry in the dance-like triple -time of the be] canto aria, where syllabic 
setting and extended melismas (on the open vowels in suggestive words like "can-ta-te;' 
"amo-r~si:' or "lu-mi-n~sd') alternate . Frequently, as in Aurora's closing aria in the Pro-
logue, a brief orchestral ritornello occurs between each aria strophe. Among the most 
notable of the Egistoarias is Climene's ''Piangete ochi" in the Second Act, a heart -rending 
lament over a descending chromatic ground bass . The opera closes with the be] can to love 
duet "T'abbracid!.,_a clear echo of ''Pur ti miro;' the celebrated love duet from Monteverdi's 
Poppea. 
Venetian operas of the mid -17th century often included comic characters-old nurses, 
servants, and confidantes drawn from the comedia dell'arte tradition-and Egisto is no excep-
tion. Cavalli's arias for Dema, Ipparco's nurse (a travesty role) proceed partly in a jaunty 
duple time , and partly in the lilting triple metre of the be] canto aria . 
What is perhaps most impressive about Cavalli's writing though, is his ability to mix 
these various styles within the short space of a scene. Dramatic recitative, arioso, and aria 
are disposed in ever-novel combinations , and often come together to crate scenes of con -
siderable musical complexity . 
It has only been within the last twenty years or so that modem audiences have been 
able to judge Cavalli's music for themselves. In 1967, Raymond Leppard began a series of 
somewhat controversial reconstructions of Cavalli's operas at the Glyndebourne Festival, 
and this evening's performance is based on Leppard's performing edition of Egisto. Leppard's 
realizations attempt to mitigate the many difficulties associated with the performance of 
early Baroque opera . Several of the lead male roles in Cavalli's operas, for instance, were 
intended for castrati. (As an interesting aside : the "operation' ' that produced these unnatural 
sopranos was illegal, even in the 17th century , but obviously the law was not strictly enforced). 
Lidia was originally sung by an alto castrato; in this production a mezzo-soprano will be 
used . Orchestration presents another problem . The orchestral parts (beyond the continua) 
in Cavalli 's original were limited by and large to the interludes between aria strophes, and 
a precise instrumentation was seldom given . The recitatives and arias were usually sup-
plied with an unfigured bassline that was meant to be realized by an "improvising orches-
tra" of lutes , theorbos, ha1psichord, etc. Leppard's realization thus presents one possible 
filling-out of the skeletal original . Lastly, Leppard has made some cuts , mainly in the 
recitatives . Perhaps these are most judicious in Act II, where the plot complications in the 
original are practically unfathomable! 
In spite of his predilection for rather convoluted plots (which were , in any event, the rule 
in mid-!3aroque opera), Faustini was a highly talented librettist . While most librettists before 
him turned to mythology, and most after him drew on ancient history for their plots , Faustini 
fashioned original stories. And even though the gods have a role to play (usually in a Pro-
logue, or at the end of an act) the accent is on human activitiy and the power of Love. 
In Egisto, the love story centers around Clari, whom we meet immediately after the Pro-
logue in which Night attempts to keep one day from dawning and, as usual, loses . She is 
the object of desire of no less than three characters: Lidia (with whom she is in love, at 
least during Acts I and II), Egisto (from whom she was separated through one of Venus' con -
nivances, and who escapes from captivity to seek her out in Zakinthos) , and Ipparco (the 
Prince of Zakinthos , and brother of Climene , who , to make matters worse, has returned 
to Zakinthos to find her former lover-Lidia) . Egisto and Climene are understandably upset 
to learn that Lidia and Clari are lovers, but they enlist the aid of Ipparco, who promises 
to kill Lidia . The old nurse, Dema , can't understand what all the fuss is about; according 
to her philosophy , women should take as many lovers as possible. Act I closes with Venus 
(angry over Egistds escape ), and Amor (Cupid), who promises to turn Egisto into a raving 
madman . 
In Act II, Lidia encounters Climene and tells her in no uncertain terms that she has no 
claim on him . Ipparco again promises to avenge his sister, while Dema is given another 
opportunity to scoff at constancy . Clari then encounters Egisto, but to his chagrin, pretends 
not to recognize him . As Act II comes to an end, we find Amor trapped by four heroines 
who have died for love. Apollo (who is, by the way, Egistds father) negotiates his release, 
on the condition that he cease his cruel trickery . 
Act III opens with Lidia and Clari singing of their love for one another . Ipparco and Climene 
enter ; Lidia is tied to a tree, and at the very moment that Climene is about to plunge a 
dagger into his breast , she decides that she hasn't the heart to do it . In fact, she resolves 
to kill herself, but suddenly Lidia 's love for her is rekindled . Apparently , Amor is keeping 
busy. The great mad scene follows; Egisto imagines that he has gone to Hades to seek retribu -
tion for Amor's trickery . All is miraculously resolved in the final scene in Ipparcds palace : 
Climene and Lidia proclaim their love before Ipparco (who doesn 't seem too upset over not 
getting Clari in the end), the mad Egisto is cured , and Clari realizes (with some help from 
Amor) that it is Egisto that she truly loves. After being led to Delos by the four Hours , Egisto 
and Clari join for the concluding duet . 
• 
-John Daverio 
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Michael DIBiasi (Lighting Designer) has designed the Boston University School 
of Theatre :Arts productions of The Caucasian Chalk Circle, Cat on a Hot Tin 
Roof, Hot L Baltimore , and Bonjour, La, Bonjour. In addition, he has been the 
Assistant Lighting Designer on the Huntington Theatre Company productions 
of Plenty and 'Iranslations. His other design credits include seasons as Resident 
Lighting Designer at the American Shaw Festival, Gretna Productions, and the 
Actos Company of Pennsylvania where his designs include The Importanc e of 
Being Earnest, Dial M for Murder, and Gaslight. Mr. DiBlasi will graduate from 
the Boston University School of Theatre Arts in May. 
John Haber (Director) has directed over 80 produc;tions of 45 works since his debut 
in 1972. He has been Artistic Director of the Eastern Opera Theater of New York 
and the New York Lyric Opera, as well as a member of the faculties of the Yale 
School of Music, the University of Missouri at Kansas City, and Carnegie Mellon 
University . He has been head of the opera department of the Blossom Festival 
School of the Cleveland Orchestra and acting teacher of the Metropolitan Opera 
Young Artists Program . Mr. Haber recently directed and translated a highly ac-
claimed version of The Coronation of Poppea, realized for Gospel singers and 
electronic instruments, and has also recently collaborated on several unusual 
stagings of choral works with the Schola Cantorum of New York. 
Susan Jircik (Scene Designer) will graduate from the Boston University School 
of Theatre Arts in May. During her time here she has worked on many produc-
tions including designing the Boston premiere of Terra Nova last season . Addi-
tional credits include production work for Dancin' in the Streets at the Next Move 
Theatre and designing an exhibit of Boston's theatre history for the First Annual 
Elliot Norton Award at the Boston Park Plaza Hotel. Ms. Jircik is a native of 
Houston where she has also worked as Personal Assistant to Josef Svoboda on 
a production of Queen of Spades at the Houston Grand Opera. 
Susan Muick (Costume Designer) joined the Huntington Theatre Company' s 
Costume staff in 1982. Previously she had been working for the Old Globe Theatre 
in San Diego, California where she designed the productions of Toys in the Attic , 
Laundry and Bourbon , Lone Star, and the Globe Educational Tour '81. Among 
her other professional stage credits are: Noel Coward's Tonight at 8:30; The Mar-
riage of Figaro; Ruddigore; Vasalisa; and Rhapsody in Blue. Ms. Muick is an 
experienced make-up artist for both stage and screen but is most proud of her 
owner-trained , Dramalogue-Award-Winning Bernese Mountain dog, "Lupine:' 
Warren George Wilson (Music Director) has been music director of the Boston 
University Opera Department since 1975. He is an honors graduate of the Juilliard 
School of Music where he was a piano student of Adele Marcus and worked in 
vocal and instrumental chamber music with Paul Ulanowsky, Sergius Kagen, and 
Louis Persinger. An accompanist for many singers of international renown, in-
cluding Shirley Verrett and Anna Moffo, Mr . Wilson is also Founder and Artistic 
Director of The David Ensemble and a recipient of numerous grants and awards, 
including a John Hay Whitney Fellowship and a Martha Baird Rockefeller Grant. 
Mr. Wilson conducted the Casi Fan Tuttewhich recently was the premiere offer-
ing in the new Barns Theatre complex at the Wolf Trap Festival and, in the spring, 
he will conduct an all Bach concert featuring the Magnificat in Alice Tully Hall 
of Lincoln Center . 
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BOSTDN UNNERSITY THEATRE 
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Walt Meissner , Theatre Manager 
Mary Kie~ , Assistant Theatre Manage, 
Edwin Li t , Hou se Manager 
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Lenore A. Ryan, Administtative Secretary 
Jeanine Pfeiffer, Assistant House Manager 
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MARKETING AND PUBLIC RELATIONS 
Marty Jones, Director of Marketing and Public Relations 
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PRODUCTION 
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Jim Ray, Thchnical Director 
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Deborah Shlppee O'Brien, Costumer 
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STAFF FOR I.:EGISTO 
Stage Manager 
Assistants to Music Director 
Technical Director 
Stage Carpenter 
Carpenters 
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Properties Mistress 
Costumer 
Assistant to the Costume Designer 
Costume Crew 
Wardrobe Supervisor 
Maste r Electrician 
Light Board Operator 
Stage Crew 
Coordinator, School of Music 
Promotion 
Poster Design 
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Louise Costigan 
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Kathleen Weaverling 
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Jim Ray 
Chris Murray 
Ray Dorr 
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David Sumner 
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Gene Mignola 
Vicke Riske 
Marie Jeffrey 
Suan Dressler 
Frank Sheets 
Dan Covey 
Jim Cariot 
Christopher Morris 
Judith Kidd 
David Burnham 
Anne '!reeker 
Janice Wheeler 
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Production Manager. 
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Service . 
The Boston University School of Music, established in 1872, was the first profes-
sional music program within an American university to train creative and talented 
students for careers in musi c. Today the School of Music offers degrees through 
the doctoral level, with majors in musical performance-including voice, piano, 
harpsichord , organ, string, woodwind, brass, and percussion instruments-music 
education , history and literature of music, and theory and composition. Over 500 
students are currently enrolled at the undergraduate and graduate levels, being 
taught by a faculty of 100 artist -teachers, the majority of whom maintain active 
professional careers. Surnrner programs of concentrated study are offered each 
year at the Boston University Tanglewood Institute in conjunction with the Boston 
Symphony Orchestra at the Berkshire Music Center. 
The Boston University School for the Arts Office of Public Information distri b-
utes a free bi-monthly calendar of music events at the School. If you wish to be 
on the mailing list, please send your name and address to the Boston Universi ty 
School for the Arts, Office of Public Information, Room 252, 855 Cornrnonwealth 
Avenue, Boston , MA 02215. 
The Ludwig Bergmann Mem orial Scholarship Fund was established to aid opera 
students at Boston University and to honor the memory of Ludwig Bergmann. 
All proceeds from the performances of I.:Egisto will be applied to the Fund . 
Professor Ludwig Bergmann joined the music faculty of Boston University in 
1954. Many of his years at the University were devoted to serving as director of 
the Boston University Opera Workshop, a position he held at the time of his death 
in 1969. Born in 1903, Mr. Bergmann was trained in Germany. An accomplished 
pianist , conductor, and vocal coach, he appeared in song recitals with such artists 
as Lotte Lehman, Dorothy Maynor, and Elizabeth Schumann . Among his outstand-
ing works in Boston was the musical preparation of Verdi's Falstaff, which was 
directed by Sarah Caldwell and performed by the American National Opera 
Company . 
Contributions to the Fund are tax deductible. Checks may be made payable 
to the Ludwig Bergmann Memorial Scholarship Fund and sent to the School of 
Music , Boston University, 855 Commonwealth Avenue, Boston, MA 02215. 
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MUSIC EDUCATION 
Leo Chrisman 
Jack 0 . Lemons 
Mary Ann Norton 
MUSICAL ORGANIZJITION 
David Barth olome w, opera 
Richard Castiglione , symp honic band 
Th omas Durtn , chorus 
Paul Gay, chamber winds 
John Haber , opera 
Joseph Silverstein , orchesua 
Roger Voisin , brass ensembl e 
Warren ... Wilson, opera 
Victor Yampol sky, orchestra 
ALEA Ill, contemporary music ensem ble 
in reside nce 
Th eodore Ant onio u, music director 
• EMPIRE BRASS QI.JlNfET, in residen ce 
MUIR STRING QUARTET, in residence 
tMember , Boston Symphony Orchestra 
t:furmer member , 
Boston Symphony Orchest ra 
We Congratulate Boston University 
on the 
Excellence of i cs School for the Arcs 
The Travel Agency of Boston University 
32 Offices in New England and New York City 
We are now located in the new Boston University Book Store, 
660 Beacon Street, Kenmore Square, Boston. 
Other convenient locations are 1047 Commonwealth Ave., Boston ; 
the Prudential Center Mall , Boston; 1406 Beacon Street, 
Brookline and 44 School Street, Boston . 
• 
• 
• 
